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This investigative paper is dedicated to the future 
music teachers of America; so that they might gain an in­
sight of past musical activities, and work harder to further 
such educational activities. 
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The development of the high school choral festival in 
Texas, has proved highly beneficial to young people of 
secondary school age. 
The basic nature of a choir's activities, hard work, 
competitiveness, emotional charges, feelings of accomplish­
ments, travel, and the public spotlight, provides challenging 
objectives for the large group of students today, 
of the parents, for their children to gain the skill and power 
by participating in group activities, is focusing the at­
tention of the public upon school music education, with greater 
emphasis. 
The desire 
Choral festivals foster respect for music as an art 
and profession as well as provide an important factor in 
community life. 
Many schools have successfully planned and presented 
The most effective of all school music festivals each year, 
these are based upon interdepartmental cooperation, with the 
production growing out of classroom work and extensive pupil 
participation in the selection of performers and materials. 
The appreciation for good music in our schools was 




As an American I have the greatest possible pride 
in the work that is being done in dozens of schools, 
stretching across the United States, schools where 
devoted teachers are studying, with interested young 
men and women and opening up the ivhole new horizon 
of serious music.1 
Statement of the problem. Choral festivals in general 
have a proud background that stems from centuries past. 
Therefore as a result of this heritage, the initiation, 
growth and continuation of choral festivals is needed to aid 
our educational objectives in Texas and our great society. 
If more high school choral directors would become aware of 
the possibilities and advantages of festivals for the student, 
community, and school, I feel superb interest would be mani­
fested. 'Hie directors and students need this wholesome 
experience. 
Festivals are in the extreme minority in the state of 
Students are not able to acquire an appreciation of Texas. 
choral techniques by participating in one music activity per 
This activity should be held at least once during the year. 
school term. 
Purpose. 
recognize and explore the amount of planning, organizational 
Firstly, the purpose of this paper is to 
i-Britton, Allen, "Thank You Mr. President," Music 
Educators Journal, November-December, 1961, p. 34. 
t 
3 
effort and cooperation, that is needed when planning for this 
activity. Secondly, to trace the beginning of the festival 
in the state of Texas. Lastly, it is the writer's belief that 
this paper will serve as an incentive to the direction of 
young people, and the directors, the school and community, in 
this co-operative adventure. 
Scope and Limitations. The development of the high 
school choral festival in Texas has become a dominant public 
musical in some communities. Its objective is to aid in 
creating an interest, appreciation, understanding of the 
choral festival and techniques in the public schools. 
This paper does not limit its findings to the secondary 
schools in the state of iexas, but uses festival and contest 
Also, presentations in other states, xor comparative purposes, 
included are some high points of the origin and development 
from the 16th century Renaissance, to the contemporary, as 
background evidence. 
Definition of Terms 
The male voice range between tenor Baritone voice. 
and bass. 
Cambiata. A name given to the boys changing voice, 
during the period of maturation. 
Usually refers to instrumental ensemble Chamber Music. 
with one player on each part. music performed 
4 
Glee. 
A group of singers who composed their 
own words and music, during the early Middle Ages to the 
Baroque. They were also called master singers. 
Minnesingers. A group of love singers who composed 
their words and music also, during the same period. 
Madrigal. A vocal composition for three to six parts 
written on a secular subject, which often gave to the work a 
grace and lightness that is not found in the motet. 
Motet. A sacred choral composition usually in contra­
puntal style. 
Obbligatos. An instrumental part usually accompanying 
vocal solo. 
A composition for eight voices or instruments. 
A mixture of songs, for example a medley. 




vocal music,.used in the early church. 
A period in music that overlapped during 
During this era a re-
Renaissance. 
the fifteenth and sixteenth centuries. 
birth of interest in art and literature, was born. 
A treasury, collection, or list of works Repertoire. 
performed or that can be made ready -^or performance. 
The high female or unchanged voice, 
part in four-part vocal music or the corresponding part in 




picture of romance, chilvalry and adventure, these were the 
poet-composers of northern France. 
Trouveres. 
This very name brings to mind a charming 
Were the southern inventors or composers 
of poems which they set to music. 
All; used after a solo passage to mean all Tutti. 
instruments or voices. 
Tessitura. 
compositions tones in relation to the compass of a voice or 
instrument is high, medium or low. 
This was a country instrument not often seen 
The prevailing or average position of a 
Vielle. 
in cities, it was shaped like the body of a lute without a 
It had wire strings, sometimes gut, and a set of long neck. 
keys, the sound was made by turning a little crank at the 
bottom. 
CHAPTER II 
GROWTH OF '"THE FESTIVAL 
Background of the Festival. The history of choral 
festivals is relatively a long one. Although the Olympic 
Games, which dates back to the bth century B.C., were 
primarily athletic meets, there ivere included some lyric 
The Welsh Eisteddfod, a events, both literary and musical, 
choral group devoted largely to competition in singing and 
the performance on musical instruments, is mentioned as 
early as the 7th century although its permanent rules were 
not established until the 12th century by a literary group. 
The festivals or Tournaments of Song instituted in Germany by 
the Minnesingers (12th and 13th centuries) and Meistersingers 
(14th, 15th and 16th centuries) were, as faithfully repre­
sented in Richard Wagner's "Tannhauser" and Die meistersinger 
The musical devoted to competitions between individual bards, 
competition festival, with its first meeting at the British 
Federation of Musical Competition Festivals, has great influ-
practices in the United States.2 
festival describes a great variety of events. 
ence on 
The term 
2Karl Gehrkens and Dykema, Th egaging and Administration 
of H-jph School Music (Boston: C. C. Bxrchard Co., 1941;, p. SU9. 
7 
However, since the use of the term in this country arose 
originally in connection with concerted musical events, a 
festival may therefore, tentatively be defined as a joyous 
occasion when various groups performed, and it was the news­
paper as well as the theater. 
Hie Troubadours, Trouveres, Minnesingers and 
Meistersingers, were examples of various groups who produced 
They left over two thousand songs.3 songs for their public. 
In most of these, they made up both words and music, but 
sometimes they used new words for folk tunes that everyone 
knew, or for melodies from the plain-chants which they heard 
Sometimes they used the same melody for several in church. 
different poems, and often they set the same words to 
several different poems, and often they set the same words 
to several melodies. 
In the 13th century the minstrels and town pipers 
supplied music played on vielle, hurdy-gurdy, trumpet, and 
In the 14th century Paris had other instruments of that time, 
professional instrumentalists who formed a regular musicians 
While most of the music before 1600 was vocax, 
instrumental music began to plant seeds which later blossomed 
union. 
as great art.4 
3Gehrkens and Dykema, op. cit., P* °10* 
4Ibid. , p. 334. 
8 
All music of this period not composed for the church 
had the general name of Madrigal. The vocal Madrigals were 
to the music lovers of that day what chamber music is today, 
for instruments were hardly used without singing. 
Another example of a joyous occasion where various 
groups could produce, was the grand presentation of Handel's 
Messiah in 1743. It was on this occasion that the words "For 
the Lord God Omnipotent Reigneth" in the "Hallelujah Chorus." 
King George II, arose, and with him the entire audience, and 
remained standing to the end. 
It was in the nature of such festivals that efforts should 
have been made to increase the sonority of the orchestral vol­
ume in keeping with that of the constantly growing vocal body. 
Handel's Oratorios were subjected to all sorts of deplorable 
indignities.5 
The first production of Mendelssohn's "Elijah" took 
place at the Birmingham Festival of 1846 on the morning of 
In the matter of giving choral August 26, at the Town Hall, 
festivals on a large scale England soon held the highest place. 
In no other country at that time would it have been possible 
with so little effort to assemble such masses of choristers 
capable of singing almost without rehearsal, Handel's better 
Charles 5Arthur Mees, Choirs and Choral Music (New \orx: 
Scribner's Sons, 1916), pp. 133-36. 
9 
known Oratorios.^ 
Events of extraordinary magnitude yet of artistic 
dignity were the musical festivals given 1881 at New York 
under the direction of Dr. Leopold Damrosch with a chorus of 
twelve hundred and an orchestra of two hundred and fifty; and 
the one which took place in the same city the year following 
under the direction of Mr. Theodore Thomas, when the chorus, 
made up of societies from New York, Boston, Philadelphia, 
Worchester, Baltimore and Reading numbered three thousand, 
and the orchestra three hundred and two.7 
The influence of these festivals soon became apparent 
in that increasing numbers of amateurs joined the clubs into 
which the choirsters had organized themselves, for the purpose 
of studying the works to be performed, and acquired the taste 
for a higher class of music, requisite to the establishment 
of the amateur singing societies which now contribute a large 
contingent to the festival forces. 
Besides stimulating the regularly recurring festivals, 
more or less long-lived, the Handel cult in England launched 
a large number of isolated celebrations during the last 
decades of the eighteenth century, which led up to the 
establishment of local choruses. 
^Ibid., pp. 210-14. 
7Ibid., pp. 321-26 
10 
Therefore, music festivals held today would not be 
possible it the foundations mentioned previously had not 
been laid. 
Music Memory Contest. The first attmpt to formulate 
a music contest festival tor the state of Texas was formulated 
by L. A. woods, Superintendent of Public Instruction, who 
wanted every student in the secondary school to learn at 
least ten songs a year; these would be sung in large choral 
groups in the larger cities during a centennial year, 
was also called the music memory contest.8 
Another approach to mass instruction in music in the 
state of Texas was through the use of sound-reproducing 
machines, this was used with the music memory contest, 
idea was used in 1906 by C. M. Tremaine as a means of inter­
esting his own children, 
the attention of educators in various cities in the United 
States, and soon contest-festivals were planned by Mrs. Charles 
Norton and directed by Miss Alva Lochead, Supervisor of Music 
in Port Worth.^ 
The growth of the contest and festival movement has 
been very rapid. 
This 
This 
The idea in using good music caught 
Probably the first widely used competition 
sLota Spell, Music In Texas (Austin: T. E. E., 1936), 
P. 49. 
^Ibid., pp. 52-55. 
11 
in our schools was the music memory contest, the first city-
wide observance being held in 1916. The Inter-Collegiate 
Glee Club Contests, initiated at Harvard and the Associated 
Glee Clubs of America, both influenced the spread of musical 
competitions between high schools.10 
The Contest-Festival. In 1920-21, the officials of 
the University Interscholastic League of Texas set up rules 
and regulations regarding the music memory contest. The 
program was set up as follows: 
The State Competition Festival shall be under the 
direction of the State Executive Committee in cooperation 
with the Music Department of the college where the events 
will be held. All entries to the State Competition 
Festival must be certified in the state office by the 
Regional Chairman, at least 10 days, prior to the first 
day of the contest.11 
By 1922, 36 towns in Texas conducted, festivals on a 
competition basis. That same year Miss Henrietta Pyle, 
Superintendent at Wichita Falls, introduced the plan to the 
whole state through the Interscholastic League, a branch or 
extension division of the University of Texas. 
The contest and festival movement has been traced by 
Joseph E. Maddy in his reports 1928 and 1930 as conference 
12 
10Birge, Edward, History of Public School Music In 
the United States (Pennsylvania: Oliver Ditson Co., 1937), p. 302. 
^The Texas interscholastic League Bulletin (November, 1929). 
12Spell, op. cit., p. 53. 
12 
chairman of instrumental affairs.13 
ihe contest movement in this country started in the 
middle west, as did also rating plans and the competition 
festival movanent, largely the influence of Frank A. Beach, 
whose long and successful management of the state contests 
in kansas brought him national recognition in his appointment 
as chairman of the National Committee on Contests and 
Festivals.14 
In 1932 a choral singing festival contest was intro-
As a basis for this program phonograph records served. 
There was an immediate response and the demand grew. 
September, 1936, the state of Texas required all teachers to 
have at least one course in music, for proper certification.13 
Elimination of competition, 
movement educators felt that the intensely competitive factor 
lessened the educational value of the events, 
feeling grew the competition-festivals, which gradually tended 
to supplant the original contest plan, and which by a new 
rating system allowed more than one group to have the same 
The division rating pattern is used in the adjudicator's 
comment sheets prepared by NIMAC, the National Xnterscholastic 
duced. 
In 
Early in the contest 
From this 
rating. 
!3Birge, op. cit., p. 349. 
14~ibid. , p. 407. 
15Spell, op. cit., p. 105. 
13 
Music Activities Commission, and distributed by MENC. 
Divisional ratings make it possible for schools to move from 
the purely competitive contest plan to the competition-
festival which seems to represent good education in music 
rather than to promote the winning of a championship.16 By 
massing the vocal groups into one large performing group, 
united in feeling and purpose, the main conditions incident 
to the true festival are secured. 
Music educators found that the festival idea called 
for much less extensive organization than the contest did. 
John W. Beattle, once Dean of the Music Department at North­
western University, compared the two kinds of meets in the 
following tolerant words: 
You have county, sectional, state, and interstate 
contests, 1 dare say that you long for national and 
international events. Well, such events are not with­
out their value. I have participated in them from 
every standpoint, that of organizer, promoter, partic­
ipant, and judge. You cannot advance any argument in 
their favor to vihich I could not agree. But just be­
tween us, are there not some present who are alive to 
their defects and possible triffle fed up on the whole 
business? If there are to those brave souls I say, 
why not declare a musical armistice for at least one 
year in order that you will retain practically every 
good feature of the competition while minimizing the 
bad ones? Try the festival for a year or two. Let 
it be a single school affair, a_joint city meet, or a 
gala event in which several cities participate, it 
may involve many children and please a large public 
16Wi Hi am Sur and Charles Schuller, Music education 
Por Teen-Ager.^ (New York: Harper & Brothers, 1958), p. 248. 
14 
and without half the wear and tear on the nervous 
system brought on by the contest.17 
The advocate or the cooperative festival maintains 
that tnis event is consonant with the kindly, social, soirit 
or niUoic. It permits participation by a much larger number 
than can possibly enter a contest. It has a place for the 
small school as well as the magnificent contribution of 
the large school. It, thus, greatly broadens the social 
and musical outlook of a large number of participants. 
Strain and self-consciousness which are inevitable in the 
contest are almost entirely eliminated in the festival. 
The advantages of the festival over the contest 
include the following: 
The musical resources of many schools and indi­
viduals are pooled to produce good music. 
Less tension is present, due to cooperation 
rather than competition. 
More individuals participate. 
The festival is better suited to the maturity 
of adolescent boys and girls. 
Pupils who have participated in a musical event 
where they played with a hundred or more young 
musicians from other schools, under the direction 
of a well prepared leader, often have the feeling 
of being an integral part of a significant event. 
Members of the audience, parents and teachers, 






17Beattle, John, "The School Festival," 1'iENG Yearbook, 
1929, pp. 352-59.' 
15 
when several hundred youth oroduce excellent 
music together. Student friendships and self-
confidence initiated at such events may last 
tor many years; musical inspiration may be life 
long. 
The experience of making music with pupils of 
other schools, rather than against other schools, 
has positive musical and social values.18 
While the festival may have some good features it has 
It may be pleasant for a time, but at the 
very root of all progress, namely individual responsibility. 
The very fact that it admits the strong as well as the weak 
furnishes an excuse for the indolent to neglect the type of 
preparation which is indispensable in the contest. 
rapidly lose their power of stimulating and participants and 
thus deteriorate and disappear while the contest continues 
The contest tends to weed out 
6. 
many bad ones. 
Festivals 
vigorous year after year, 
inefficient teachers while the festival can easily be varied 
from year to year to include a large number of fresh com­
positions, the ability to perform unfamiliar music at sight, 
to be familiar with significant matters concerning the history 
and development of music, and thus in general to make ior the 
continuous development or all around musicianship, whereas, 
the festival seldom requires much more than passable preparation 
of a comparative amount of standard musical material which is 
18Francis M« Andrews and Clara ^ociceril s, ioux dc^ool 
Music Pro a-ram (Englextfood Cliffs, N. J.: Prentice-Hall, Inc., 
!958)~ pp. 167-68. 
16 
suitable for mass performance. 
so many arguments both for and against the two 
forms of musical meets it is not strange that some effort 
should have been made to preserve the values and avoid the 
weaknesses of each. 
Wi th 
In the state oi Montana, after ten years of competition 
fostered by the Montana Interscholastic Music Meet, the matter 
of furnishing entertainment became so great a problem that no 
town felt equal to taking care of the great mass of young 
people who came to the meets. In 1936 Marguerite V. Hood, 
then state Supervisor of Music in Montana, wrote as follows: 
To take the place of the discontinued competition, 
small festivals were started in several sections of the 
state, and nearby schools, each were invited to send a 
musical number for the festival program. These festivals 
have increased in size until now the combined numbers 
participating include more students than took part in 
the contest. These are free festivals and no attempt 
is made to set any type of standards in the quality of 
music used or of work done, except in case of massed 
ensembles for which numbers are assigned. No ratings 
are given and no suggestions or helps are made to 
teachers except in connection with tempos, etc., for 
massed ensemble numbers. These festivals have been held 
for five years.19 
Methods of Adjudication . It appears to me that much 
of the pressure to which high school choral groups are subjected 
is inherent in the methods and philosophy of rating. Although 
^Marguerite V. Hood, "Can the Festival Take the Flace 
of the Contest?", MENC Yearbook, 1936, pp. 344-47. 
17 
the rating sheets provide for five grades ranging from 
Superior (1) to Poor (V) there is frequently an implicit 
often even an explicit understanding that unless a performance 
is down right catastrophic the rating should not go below III. 
The reasoning behind this practice is that the student needs 
to be encouraged rather than discouraged in his musical ef­
forts. More insidious and hardly less dangerous is the 
feeling that lower ratings, however, well deserved, will 
reflect upon and publicly embarrass the teacher. The judge 
is, therefore, faced with lumping all the acceptable 
performances together under Superior, all the mediocre work 
under Excellent, and all the bad efforts under Good. A 
festival rating, to be effective, must mean the same thing 
to the judge who gives it, to the student who receives it, 
and the teachers and other interested parties. One of the 
primary difficulties at present is that the average reaction 
is something like the following: 
I -Wonderful job, flowing success 
and 
II-Not so hot; maybe a mistake to try 
Total failure; give up. in -ugh: 
IV-SuicideJ 
V-Never heard of it. 
Perhaps much of the problem can be traced to 
20 
the 
20oonald Ivey, "Adjudication in Music," Music educators 
ournal (September-October, 1964), pp. 44-45. 
18 
feeling that music activity in the school systems is a fun 
thing, a source of joy and delight, but not very demanding. 
We are wrong, of course, in assuming that to insist upon 
careful, preparation and to indulge in forthright, justifi­
able evaluation is to diminish the pleasure and satisfaction 
There should naturally be much 
musical activity in which the general student might participate 
of the musical experience. 
with success even though the demands may not be severe. 
The music festival is not such an activity, 
to have real meaning, it must be a place where the best is 
recognized as the best. 
If it is 
The festival is a social situation, 
where ratings are out of keeping with the general atmosphere, 
or else it is a place to receive sincere and helpful criticism 
and an honest rating. 
In an address to the Music Educators National Conference, 
a visitor from England who has had wide experience in adjudi­
cating said in part to his American Audience: 
An adjudicator must know his subject intimately; he 
must have the faculty of quick analysis of terse 
expression, of discriminating between essentials and 
less essentials, of constructive criticism. There is 
rarely a performance that does not contain at least a 
modicum of goodness. To grasp at what is good and 
build on that, and not to let the bad obfuscate the 
good, that is part of the art of adjudicating. ihe 
adjudicator must be quick in sympathy, but forthright 
in judgment; not afraid to condemn what is bad, but 
generous in his welcome to wdiat is good. Even it we 
could find the perfect adjudicator, that one were, be 
honest to himself, might well say, I do not claim to 
19 
be right; I only claim to be honest.2l 
ihe original intent of the music festival was to 
improve performance. We have lost sight of this objective. 
However, it is possible to regain it by admitting to our­
selves and to everyone else that the quality of anything can 
be advanced only when suggestions for improvement are made in 
kindness and with constructive insight. 
will follow the suggestions of adjudicators they will find 
If choral directors 
themselves with better performers and performances. If 
festival ratings are not used wisely, then festival partici­
pation is useless. 
The Festival Survey. The Kansas Music Educators 
Association, like many other state music education associations, 
has long been interested in improving its state music festival 
program. The Music Education Research Council organized a 
questionnaire on music festivals to which 117 Kansas music 
teachers responded. A summary of the answers indicates that 
the KMEA would like to continue music festivals with more 
judges and more judging time allowed for large groups, sight-
reading to be included in the festivals, schools divided into 
classes for small ensembles and solos, and classes 01 schools 
to attend the state festival on different days. 22 
" MENC 2lflugh Roberton, "Adjudicators and Adjudication, 
Yearbook. 1934, pp. 266-69. 
22Sur and Schuller, op. cit., pp. 250-51. 
20 
These and other studies of this kind indicate a 
continuing interest in the festival movement as a factor in 
music education. 
Festivals are an important part of the high school 
Teachers and administrators are urged to 
consider the relative values of festivals before making a 
decision to participate in this activity. 
music program. 
What this partici­
pation will mean to the individual, the school and community 
should be the deciding factor. 
CHAPTER III 
BASIC CONSIDERATIONS FOR A FESTIVAL 
Organization. Arrangements for a festival cannot be 
left to chance. Details involving stage settings, lighting, 
seating arrangements, uniforms, robes, and preparation of 
copy for the printed program, publicity, transportation of 
equipment and students, and a multitude of other details are 
necessary in festival arrangements. 
The order and arrangement of the different selections 
should present some semblance of logic and coherence, of 
plan or shape of tension and relaxation. Merely to group 
single selections into a kind of potpourri cannot be 
justified musically without some sort of thread to make them 
hang together, and this helps to shape a program for which 
gives a more completely coherent and interesting musical 
Each section, groups of experiences for all concerned. 
that compositions, and each composition should be placed so 
they will be exhibited and presented in the best light possi-
The finest choral literature, for example, will suffer 
exhibit bad 
ble. 
in public performance if the performing grou >s 
vocal-technique such as singing with faulty diction or bad 
to the principle in arranging intonation. 
single compositions into groups, the total effect will givr an 
With some adherence 
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in public performance if the performing groups exnibit bad 
vocal-technique such as singing with faulty diction or bad 
intonati 
single compositions into groups, the total effect will give an 
With some adherence to the principle in arranging on. 
22 
impression oi logic, continuity, and integration. If the 
thread of coherence is identical to or similar between the 
various elements of music structure in adjacent compositions 
or groupings, there is likely to be over-balance resulting 
•A program which exclusively features Renais-
an 
in a monotony. 
sance music, tor example, from only the Netherlands School of 
composers, might conceivably be very uninteresting."23 A 
similar condition of monotony in unity could exist in the 
relationship of certain compositions of different schools in 
which, despite strong exterior differences, there are too 
many similarities through musical inner relationships. 
Indiscriminate grouping of single compositions tends 
to destroy program logic and coherence. A program consisting 
of miscellaneous styles and forms ties together merely by 
virtue or order will most assuredly destroy the forward motion 
of the festival plans.24 
A variety in choral festivals is created with the use 
of incidental solos, duets, descants, obligatos, and 
instrumental ensembles. Groupings which feature soloists or 
ensemples, interspersed between choral groupings, offer 
additional opportunities for variety and contrast. 
Good choral programming and arranging will always 
depend on the conductor's own background, his knowledge, 
experience, musicianship, and standards of musical judgment. 
22Gehrkens and Dykema, op. ci_t., p- 224. 
24Ibid. , pp. 230-35. 
23 
The audience. When selecting music for a festival, 
conductors must consider that the audience varies the choral 
greatly in ability to understand and enjoy vocal music. 
Listeners differ from one another in age, education, person­
ality, temperament, and musical experience. In fact, Chappie 
claims that a person changes even when listening to a musical 
that with each repetition and loss of novelty, he 
is virtually a different listener.25 
selection, 
Once the conductor has determined his audience's 
listener's norm, his second major consideration will be to 
select music for a program whose total effect will be that of 
an experience, enjoyment and musical interest for the majority 
of listeners in the audience. 
Ortmann concludes that the determinant of reaction to 
music is native capacity, plus experience and training.25 
This implies that anything a conductor can do to increase 
musical understanding will tend to increase the listener's 
enjoyment. 
The inclusion of different styles of vocal composition 
as well as the different aspects of musical structures, in 
turn should be pointed up through the use of program notes or 
announcements so that they may increase the listeners musical 
25Stanley Chappie, "Some Fundamental Values in Music," 
music Educators Journal, February-March, 1962, p. 71. 
250tto Ortmann, The hffects of Music (New York: Harcourt-
Brace and Co., 1947), p. 69. 
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understanding and hence his level of musical enjoyment. 
Attitudes. Students develop favorable cooperative 
attitudes while participating in a choral festival. It 
enables them to come in contact with students from other 
schools, listen to their performance, evaluate them and 
correct their own mistakes by listening. 
Fublic relations. Since the out-of school and off 
campus contacts are the ones most frequently thought of as 
real public relations, the writer wishes to begin by dis­
cussing some of the persons whose time is not spent in 
schools, yet whose influence upon education and music edu­
cation in particular is considerable. 
The largest and probably most influential single group 
is the parents of the students in the school, 
encounter them in groups such as the P.T.A., or the band 
in this role the parent is certainly 
a vital factor in the public relations machinery, and must 
be given careful consideration when planning a music festival. 
It is important to consider parents in this order since the 
whole business of music education depends upon the musical 
education of their children. 
Sometimes we 
parent's organization. 
We contact parents in many ways on the street, through 
their family discussion around the supper table, by formal 
evaluation reports on the student's progress, by public 
performance which parents attend, and all too rarely, and by 
25 
means of their visits to the classroom. 
Besides parents, there are many adults in the community 
who have no children in school, but who must also be considered. 
They see the publicity for concerts; they see the band on 
parade and at games; they pay taxes and elect the school 
officials under whom we serve. Many of these people will know 
us, even though we don't know who they are and our unwil­
lingness to pass the time of day with them is detrimental to 
our cause of enriching the musical understanding of the 
"It is impossible to enrich the community while community. 
ignoring those who comprise it." 
Public relations is essential to the choral director 
and should be established in any teaching situation. The 
personality is a dominant factor in determining the success 
of the choral director and his achievements. 
Certainly the principal of the school is someone with 
whom relations should be good. He depends especially upon 
the music department to keep the school in favor in the 
A strong principal, who is kept informed of the 
plans and who backs the music department in time of need, 
Also, all teachers 
public eye. 
can certainly make a complex job easier. 
on the faculty have some relation to the music department 
and the public performance of its various groups, 
not least, the success or failure of a music festival will 
depend largely on the public relations aspect of the program. 
Last, but 
The W. R. Brake Ubrray 
Prairie View A. & M. College 
TvAri* View, Texas 
CHAPTER IV 
PROPOSED PLACE AND TIME OF FESTIVALS 
All-City Festivals. Since the choral festivals are 
growingto be a dominant activity in the public schools in 
Texas, some leading cities in the state plan annual all-city 
choral festivals each year. The cities where these festivals 
are held are, Port Arthur, Beaumont, Fort Worth, Houston, 
Dallas, El Paso, Tyler, San Antonio, Galveston, Wichita Falls 
and Austin. Not only do these cities have annual choral 
festivals, but also, band and orchestra festivals, 
to this effect are included in the appendix. 
The development of the junior-high choral festival 
Programs 
in El Paso, Texas served as an incentive to junior-high 
school general music teachers, especially concerning unique 
features of early adolescent. This choral festival was 
developed using singers from grades seven, eight, and nine, 
in a Soprano I, Soprano II, Cambiata, Baritone classification 
grouping.27 
One of the most outstanding 
examples of the American teacher's contributions to music in 
International Festival. 
27 Irvin Cooper, "Realizing General Music Outcomes 
Through Singing," Music Educator's Journal (January, 1962), 
p. 92. 
27 
Europe has occurred in France. Robert Gliveria, choral 
teacher at Paris American High School, represented the 
United States on a committee that founded the International 
choral Festival held annually in the village of St. Cere, 
Hie fourth annual festival, held August 15 to 26, 
1963, was climaxed by Mr. Gliveria*s conducting the inter-
France. 
national choir of 420 voices singing Stravinsky's "Symphony 
of Psalms." There were 29 American youngsters, and the 
others were from all countries of Europe including 5 singers 
from Russia. 
The Marlboro Festival, an event that for 15 years has 
been attracting an international group of artists to an 
18th century ghost toxvn in the shadow of Vermont's Mount 
The festival began when the trustees of tiny (128 Hogback. 
students) Marlboro College offered its campus to some of its 
musical neighbors, most celebrated among them, pianist Rudolf 
In the years since, Serkin has made the festival a Serkin. 
center where outstanding soloists, chamber players and 
orchestral musicians come together for eight summer weeks to 
work and study in an atmosphere far removed from the usual 
professional pressures. 
These professionals live and learn in absolute in-
28Dennis G. Stoll, Music Festivals of the World (New 
York: The Macmillan Co., 1964), p. 801. 
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formality under the guidance of Serltin and Cellist, Pablo 
Casals. 
A concert tour of Europe and the Middle East this 
summer under State Department sponsorship gives Marlboro 
the privilege of being the first complete festival exported 
from the United States.2^ 
Perhaps of highest interest to 
music educators in the United States was the inspired idea 
conceived by Mrs. Jacqueline B. Kennedy to present a series 
of "Concert For Young People, By Young People." 
Concert-Festival. 
The first 
of such concerts was held August 22, 1961, on the south 
lawn of the White House. The 85-member orchestra of the 
Transylvania Music Camp of Brevard, North Carolina, under 
the direction of James Christian Pfohl, performed before 
an audience of 325 disabled children from the Washington 
30 area. 
Festival-Meets. Festival-meets are held annually at 
various colleges and universities in the state of Texas. An 
annual choral festival is held at Texas Southern University, 
in Houston, during the spring. All performing high school 
choirs from various cities assemble, perform individual 
group numbers and mass choral selections. This festival has 
2^Time Magazine, 
July 23, 1965, p. 46. 
^^Britton, op. cit., p. 43. 
"Music Festivals," Vol. 86, NoI 4, 
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been in existence since 1957. 
An annual choral clinic is held at Prairie View A. 
and M. College; this clinic was originated in 1963, under 
the direction of Mr. C. S. Garrett. High School choirs 
assemble and perform individually, before adjudicators. Each 
choral group is rated and receive their rating sheets at the 
end of their performance, 
to the performances of other groups. 
Each choir is allowed to listen 
Programs of this 
growing activity are also to be found in the appendix. 
Festival-meets, concerts,and clinics have proved 
effective, and beneficial to students of all races, creeds 
and colors. The continuation of such festivals will 
eventually bring about better relations and understandings 
among pupils. 
"Music is a universal language heard by some, under­
stood by few, and enjoyed by all." 
CHAPTER V 
SUMMARY, EVALUATION AND RECOMMENDATIONS 
Summary 
Music festivals have grown from the days of the 
Minnesingers, Meistersingers, Troubadours, and Trouveres to 
public school festivals and "Concerts For Young People by 
Young People" on the White House Lawn. 
Music contest and festivals have taken place inter­
nationally, nationally, state-wide, interstate and local. 
The growth of such cultural events has served as a stepping 
stone in the music education of young people all over the 
world. 
Choral festivals are being given a leading part in a 
Young people are being given un­
limited opportunities, as far as festival participation is 
concerened in our public schools. 
The music festival is a challenge to students, 
important to the school, parents, and to the community, it 
draws the school and the community into closer relationships. 
The objectives of the music festival must be established in 
terms of what is best for the young people involved. 
Fletcher, a music educator, made this statement: 
The growth of the student should be enhanced through 
participation, encouragement and association with other 




students of similar interests and through contacts with 
outstanding adjudicators in school music.3-
Evaluation 
The choral festival provides unusually valuable 
experiences for students in the schools, 
values to the individual. 
Consider first its 
It provides a wider musical expe-
A number of different types of music can be explored. rience. 
More music can be learned. 
This experience is valuable to the student with 
average musical ability, as well as the gifted. It gives an 
experience in blending voices, it develops a stage presence 
and poise, student leadership, musicianship, and independence 
in performance. 
Other desirable attributes of the festival are: 
Outstanding programing and achievement. 
The promotion of continued interest in and 
enthusiasm for music in the school and in the 
community. 
Emphasis on the educational artistic in music. ^ 
An understanding of the significance of music 






5. The improvement of the standards and musical 
taste in the school and the community. 
The music festival is a means of stimulating 
creative, artist/c, and social growth of pupils, 
and the directors. 
6. 
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7. festival participation gives the student a 
feeling of security. 
8. it enhances a realization of the importance of 
cooperation and hard work. 
Recommendations 
. children should be given equal opportunity 
for musical experiences and growth, through 
musical festivals. Music in schools should be 
provided at all levels of education. 
2. Every effort should be directed to the preparations 
of students, with good musical backgrounds, to 
excel in festival participation. 
3. ihe music curriculum should be well balanced and 
provide opportunities for the development of 
sRill in performance as well as the understanding 
of music. 
4. There should be more emphasis placed on the quality 
of music used in music festivals. 
5. The scheme of organization for choral festivals 
should exhibit careful scrutiny. 
6. Musical selections should vary, and develop in 
students an appreciation for all music. 
7. Cooperation among a music teachers should be 
established, so that new ideas and methods 
be developed and realized. 
8. All schools within the state of Texas should be 
required to participate in some type of choral 
festival each year. 
9. Participation in a choral festival should be a 
requirement of choral and voice classes in the 
high schools. 
10. Music festivals should not be subject to 
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APPENDIX A 
FES IIVAL ES'TI ONNAI RE 
SCHOOL 
Music Festivals in Which You have Participated 
Where held? 
When held? 
This Year's Festival was organized by whom? 
Rate Numerically (1, 2, 3, etc...) The following objectives 
in the order of their importance to you: 
Better inter-school relationship 
Performance under skilled conductors 
Contribution to community 
Improvement of school prestige 
Motivation of Music studies 
Improvement of school spirit 
Social contributions to groups 
Improvement of Music tastes 
Better teaching methods 
(Kindly list any other objectives) 
State Reaction from Festivals showing points that you have 
Improved upon: 
(Please send programs oT the previous Festivals and o7 
current Festivals if possible) 
NAME 
DATE 
Prepared by KMEA, The Kansas Music Educators Association. 
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APPENDIX B 




Sunday, May 2, 1965 
Will Rogers Memorial Auditorium 
Fort Worth, Texas 
All-City Orchestra Musical Prelude 
Combined Orchestras 
From all Schools- Mr. Charles Watts, 
Director 
Presentation of the Colors 
I. M. Terrell Reserve Officers Training 
Corps, Directed by Commandant 
Marion Jordan 
Color Guard 
Star Spangled Banner Led by Mrs. Kathryn Edwards 
0 Bone Jesu Palestrina 
Panis Angelicus, Franck 
Mildred Bailey, Soloist 
Morningside Junior High School Chorus 
Mrs. Kathryn Edwards, Director 
Alleluia Boyce 
Tropical Serenade Lubetkin and Oliver 
James E. Guinn Junior High 
School Chorus, Mr. Clayton Mitchell 
Director 
37 
Almost Like Being in Love, From "Brigadoon".... 
Sing Out, 0 Youth, A Song 
I. M. Terrell Junior High School Chorus 
Mrs. adlee Trezevant, Director 




From Sea to Shining Sea Bates-Ward 
Brass Ensemble Accompainment 
Dunbar Junior High School Chorus 
Mr. Samuel Edens, Director 
Salutation to the Dawn Mueller 
The Creation Richter 
Como Senior High School Chorus 
Mrs. Jewell Kelly, Director 
One World Bratton-0'hara-Wilson 
I want Jesus Arr.Hairston 
Dunbar Senior High School Chorus 
Mrs. Ereta Hamilton, Director 
For All Mankind We Pray 
King Jesus Is A-Listening' 
Kirkpatrick Senior High School Chorus 
Mrs. Nellie Lewis, Director 
Arr. Frank 
/irr. Cain 
This Is My Country 
Go Not Far From Me, 0 God 
... Jacobs 
Zingarelli 
Combined Choral Groups 
Mrs. Nellie Lewis, Director 
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APPENDIX C 
CHORAL FESTIVAL CONCERT 
Booker T. Washington, High School 
Wichita Falls, Texas 
and 
I. M. Terrell, Ft. Worth, Texas 
PROGRAM 
National Anthem Audience and Massed 
Groups 
America The Beautiful Ward 
Massed Groups 
Let Mt. Zion Rejoice Herbert 
The Lord's Prayer Cain 
Harry T. Burleigh A Cappella Choir 
Booker T. Washington High School 
Ave Maria Schubert 
Girls' Ensemble, Washington 
Gwendolyn MacDonald Jackson, Director 
Go Not Far From Me Morgan 
Be Thou Not Still Foltz 
I. M. Terrell High School 
Chorus 
Stopping by Woods on a Snowy Evening 
I. M. Terrell Girls' Glee Club 
Clarinet Obbligato: George Benton 
Adlee Houston Trezevant, Director 
Dykema 
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City Called Heaven 
Jesus Walked This Lonesome Valley 
Harry T. Burleigh A Cappella Choir 
Traditional 
Arr. Dawson 
Jubilee Arr. Smith 
1. M. Terrell High School Chorus 
Go Down Moses (With Treble Trio) Arr. Dixon 
Southearted Men Romberg-Scotson 
I. M. Terrell Boys' Glee Club 
Arr. Jackson Blue Moon 
Murray Madame Jeanette 
Herbert Italian Street Song 
Harry T. Burleigh A Cappella Choir 
Howard-weston-Ades Shrimp Boats 
Arr. Simeone Dark Byes 
Choral Procession from "Song of Man" 
I. M. Terrell High School Chorus 
Kountz 
Arr. Hall Johnson Honor, Honor 










Lincoln High School Port Arthur, Texas 
Carrissima 
Begin the Beguine 




Waldo Matthew High School Silsbee, Texas 
Sanctus Gounod 
0 Devine Redeemer Gounod 
Ruby Thomas, Director 
III. 
Emma Wallace High School Orange, Texas 
Look Up, America 
The Heavens are Telling....Haydn 
Walter Angus 
R. J. Geter, Director 
IV. 
China, Texas Henderson High School 
Wm. Strickland 
Romand Rhea 
Hello Young Lovers 
High Nelly (Novelty 




Beaumont, Texas Blesses Sacrament 
Our Lady of Fatima. 
Listen to the Lambs 
Go 11 alio v 
Dett 
Hazel Ruben, Director 
V. 





F. Douglass Harvery, Director 
VI. 
Hebert High School Beaumont, Texas 
Old Vienna.... 
Old Dan Tucker 
Strauss 
Ridell 
R. W. Harrison, Director 
VII 
Beaumont, Texas Charlton-Follard High School 
Hallelujah Amen.... 
Getting to Know You 
Irene Henderson, Director 
Handel 
R. Rodgers 
